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1. This text includes several sections of my PhD thesis which is accessible at: https://etheses.whiterose.ac.uk/25897/

2. “The creationist and simultaneist poem La lumière artificial, for three voices on gramophone with new procedures (...)" 
Translation: A. Albornoz. Is interesting to note that the title of the project is a combination of words in Spanish and French, 
being La lumiére the French for The light and artificial the Spanish for artificial, since in French the correct word is 
artificielle. This detail confirms the natural bilingual thinking by Huidobro, widely developed in his poems.

3. For more details, please see the Compositional rationale section in the thesis, particularly foot notes 11 and 17.

The cycle La lumiEre artificielle

This is an acousmatic octophonic cycle which was composed as part of my PhD Thesis 
portfolio (Albornoz 2018) between 2015 and 2018 at the University of Sheffield Sound Studios, 
UK. In this CD you can listen to the five pieces of the cycle in stereo binaural versions. The 
original eight channel version and a special 5.1 version of the cycle can be downloaded 
using the link provided by Pueblo Nuevo netlabel.

The cycle La lumière artificielle1 was inspired by an idea for a specific project by the Chilean 
avant-garde poet Vicente Huidobro and his aesthetic theory called Creacionismo as well. 
During an interview with Angel Cruchaga Santa María for El Mercurio newspaper, 31st 
August 1919, Huidobro talks about the avant-garde artistic environment in Europe within the 
first two decades of the 20th century.The interview reveals his panoramic vision of some 
poets and artists and, at the same time, outlines some of his own activities and projects. 
There is an interesting statement in this document, referring to a project idea that was 
never released. When the interviewer asks him “¿Qué obras tiene en preparación?” ("Which 
pieces are you preparing?") (Huidobro 1919, cited in García-Huidobro, 2012:34), the Chilean 
poet discusses some of his later fully implemented works, but his comments on the 
non-implemented work are particularly inspiring:

 El poema creacionista simultaneísta La lumière artificial, a tres voces en
 gramófono, con nuevos procedimientos[...]2.

It is possible to see similarities with techniques and notions already developed by Huidobro’s 
contemporaries, including Ilja Zdanevic, Tristan Tzara and Jules Romains, Russian futurist, 
dadaist and animist respectively3.

At the same time, the project suggests a physical setup, namely three voices on 
gramophone evocating fixed sound on a multichannel distribution; since in Huidobro’s
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4. Electroacoustic poetry is a notion proposed by Nicholas Zurbrugg (2005) and is part of what this author defines as 
electroacoustic literature: “[…] an avant-garde postmodern genre characterized by its dependence upon recording 
technology, both as a means of production and as means of reproduction” (Zurbrugg 2005, p. 2)..

5. According to Scott Rettberg (2008, pp. 1, 9), electronic literature is a confluence of artistic paths with no defined common 
programme, a heterogeneous creative area where different disciplines and technique are mixed, interleaved or part of an 
exchanging grid which operate within the domain of digital media, namely computer technologies and internet.

6. Please see Appendix 3 of the thesis, Sound poetry definition.

7. “La nuitvient des yeuxd’autrui […] La noche viene de los ojos ajenos […] Night comes from others’ eyes” (Huidobro 1999).

statement there is a proposal of simultaneism, it was imagined three gramophones 
surrounding a central space, as is in multichannel set ups for acousmatic music, an idea 
that was transferred to the octophonic format.

Regarding the aesthetic aspect, the use of fixed sounds by means of recording technology, 
can be related to the intermedia nature of media poetry (Kac 2007) or what has been 
defined as electroacoustic poetry4 (Zurbrugg 2005) or electronic literature5  (Rettberg 
2008). The proposal of a simultaneity of voices on fixed media, anticipates media poetry and 
electroacoustic poetry which, in turn, are part of the interconnected ground where 
electroacoustic music was born and evolved. That is how these works and ideas coming 
from the first avant-garde are materialised abundantly in the second half of 20th century; 
such are the cases of Henri Chopin and Bernard Heidsieck6, sound poets whom used tape 
recorders to create electroacoustic poetry and, in doing so, have accomplished the futurist 
idea of multiplying the human being through technology by means of a dense overlapping of 
voices in their creations (Zurbrugg 2005, p. 5). 

As it has been seen, Huidobro was a pioneer in the creation of intermedia pieces and a 
referent for sound poetry and sound art in Spanish America. The fact that the poet lived 
between Santiago de Chile and Paris and wrote both in Spanish and French, defending the 
poetical image and the sound richness of words, is a central inspiration for the cycle La 
lumière artificielle; Huidobro valued the translation of poetry from one language to another, 
and, as a matter of fact, in his manifesto El Creacionismo (Huidobro 1999) the artist 
explicitly articulates this idea and gives an example of the same verse in French, Spanish 
and English7; in this manifesto, the poet points out that is impossible to translate the 
sonority of a poem, the inner musicality of words, but if the central element, in the aesthetic 
programme proposed, is an image or an image/idea, they can be translated to any language,
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and in doing so, the poem is enriched with the different sonorities of the different languages 
(Huidobro 1999).

Considering this and the theoretical framework from the thesis, the driving ideas of the 
project as a whole were to:

• Compose using words and speech sounds from three languages: French, Spanish and 
English. This was motivated by the concepts explained above (“three voices on gramophone” 
statement, simultaneism and the valorisation of translation).

• Compose in a multichannel format. The motivation for this was the implicit spatiality in 
Huidobro’s concept of “three voices on gramophone”, from where it was assumed arbitrarily 
each of them located in a different gramophone. The octophonic format was selected for 
two reasons: it was available in the University of Sheffield Sound Studios (where the cycle 
was composed) and it is considered one of the most widespread standards (VandeGorne 
2010, p. 165).

• Use voice materials, ranging from semantic content expressed through words to 
non-semantic materials by means of words fragmentation and disintegration; in other 
words, to compose using the movement between these two poles, semantic/non-semantic, 
as an articulatory and structuring procedure. This is one of the core aspects of the PhD 
thesis and it is described in its text.

• Use extensively the simultaneity of sounds (juxtaposition) in the immersive space 
provided by the octophonic format. Again, this is widely supported by the previous 
theoretical notions.

• Encompass the use of simple audio edition techniques alongside sophisticated digital 
processing, such as cut and paste and granular synthesis respectively. This is the proper 
nature of this artistic field and allowed a creationist approach to the compositional process, 
crafting and extracting unexpected relationships and new objects respectively.

• Use of pre-existent texts, taken from philosophical and scientific sources, in order to 
increment the conceptual content and, at the same time, proving the use of already existing 
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8. For a focused description and analysis of this method, please see the compositional rationale section in the thesis or the 
dedicated article Acousmatic-Creationism: A creative method for acousmatic music inspired by Chilean poet Vicente 
Huidobro’s aesthetic theories, accessible at  https://doi.org/10.1017/S1355771820000291

cultural products is not only possible, but coherent with the acousmatic-creationist 
method proposed in the thesis8.

The cycle is made up of five pieces: Overture, La Lumière, La Luz, The Light and Hundreds 
of milliseconds (Finale). Each of these five sections of the cycle, engages with a range of 
specific and general ideas. This pentalogy can be listened as whole, in the order 
proposed or not, or as individual pieces. The sound source material for the entire cycle 
was generated from the original Huidobro interview: the phrase ‘la lumière artificielle’ 
recited by three female voices, each in one of the three languages defined: French, 
Spanish and English. Sound materials related to the gramophone, broadcasting as direct 
samples with connotative sonorities were also used alongside sound synthesis 
elements.  

Two more texts were added to form the initial sound/conceptual palette:

1. A text by Friedrich A. Kittler, taken from his book Gramophone, Film, Typewriter, a 
publication translated from the original in German by Geoffrey Winthrop-Young and 
Michael Wutz (Kittler, Winthrop-Young et al. 1999). The book is an historical review of the 
techniques for sound and image recording and of the printed word, and at the same time 
is a theoretical discussion of the ontological, artistic, linguistic and discursive aspects 
generated by these technologies. Some sentences featuring ideas related to aesthetical 
and communicational implications of the sound and image fixation and reproduction 
were selected from the introductory paragraph of the book. The original sentences and 
words in the English version of the book are:
 "What phonographs and cinematographs […] were able to store was time […]   
 Time determines the limit of all art […] To record the sound sequences of speech,   
 literature has to arrest them in a system of 26 letters, thereby categorically   
 excluding all noises sequences." (Kittler, Winthrop-Young and Wutz, 1999).
 "Gramophone"
 "Phonograph"

These words were subsequently recorded in English, French and Spanish.
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2. A selection of paragraphs, sentences and words from a scientific article on human 
language by Colin Phillips and Kuniyoshi Sakai; this text, entitled Language and the brain 
(Phillips and Sakai 2005, pp. 166-169), was recorded after the first four pieces were finished; 
the reading was done by a new female voice and only in English. Originally, the text was part 
of an alternative project to this thesis, which consisted of a dance-theatre play involving 
acousmatic music and live electronics. Some sounds derived from this text were added to 
the previously composed sections (especially to the Overture); the main paragraph was 
slightly adapted by the performer by including the words ‘such as’; the text and words from 
this article are: 

 “Many species have evolved sophisticated communication systems […]” such as “[…]  
 (birds, primates and marine mammals), but human language stands out in at least two  
 respects which contribute to vast expressive power of language. First, humans are able  
 to memorize many thousands of words, each of which encodes a piece of meaning   
 using arbitrary sound or gesture […] Second, humans are able to combine words to   
 form sentences and discourses, making it possible to communicate an infinite number  
 of different messages and providing the basis of human linguistic creativity.
 Furthermore, speakers are able to generate and understand novel messages quickly  
 and effortlessly, on a scale of hundreds of milliseconds” (Phillips and Sakai 2005, p. 166).

 “Evolve”                            “Humans”            “Sound”

 “Expressive”                    “Encodes”            “Linguistic”

 “Species”                          “Arbitrary”            “Communication systems”

The appropriation of these theoretical texts and the subsequent re-contextualization of 
them into a poetic environment, allowed the generation of an expressive artistic process 
propitiated by the creationist approach. The intention was to provide ambiguous material, 
situated in a blurred frontier, being possible to assume them as scientific or philosophical 
texts or as a poetic text.

The directive for the three women was to record the sentences in different ways, in an 
attempt to form a diverse palette containing both neutral and more expressive versions. A 
significant degree of freedom was granted in the recordings, in agreement with each of the 
three speakers. Nevertheless, specific instructions were provided as general guidelines and 
some particular actions were requested as well. Although part of the other project, the texts
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from the article Language and the brain were recorded in a similar way with additional 
phonetic materials provided by the performer, including sighs, whining, breathing and 
games with some sounds such as vowels and consonants.

The general instructions were to speak normally, in whispers, toned and aloud, emphasizing 
certain aspects of their own natural intonation. Fortunately, each of the speakers delivered 
original propositions from these starting points. These vocal actions and ways of speaking 
were applied to all the texts, but special instructions were given for Huidobro's sentence. In 
addition, it was requested of each woman to vocalise words, syllables and letters separately 
using the previous characterisations. In a natural way, some specific features of each 
language emerged in the process, prompting to request the performers to accentuate these 
and explore them freely, and leading to the extension of durations and shift frequencies of 
some sounds, all of this just during the direct recording of the performed voice. Later it 
would come the extension of this initial palette through electroacoustic procedures and the 
subsequent spectral and spatial composition of each piece and the cycle as a whole.
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